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Abstract 
 This thesis compares the standard use of intralingual subtitling in the Netherlands with 
the dominant form of intralingual subtitling, or impact captioning, in Asian countries such as 
Japan, Korea, and China: so called open caption telop (OCT). These open captions differ 
greatly from the subtitles we are used to seeing in the Netherlands, and are more so used to 
emphasize and create impact, rather than the subtitles in the Netherlands for the deaf and 
hard-of-hearing, strong accents or dialects, or as a learning tool for foreign language speakers. 
 Research into the effects of OCT on a non-Asian, western audience has rarely been 
done, which makes it all the more important to gather some insight into this phenomenon. 
This thesis attempts to do so by conducting a small research into the thoughts of Dutch 
viewers on Asian-style open caption telop. Three short clips of popular Dutch entertainment 
programs had OCT added edited into them and were shown to a group of 40 respondents, both 
male and female and of various ages. They were then asked to fill in a short questionnaire, 
and some were asked to elaborate on their answers. The results of this research were used to 
determine whether the Dutch viewer public appreciates the forms and functions of OCT and 
whether this type of subtitling could, in theory, be implemented in Dutch television programs. 
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1. Introduction 
 As one of Europe’s more subtitle-focused countries, the Netherlands has seen its share 
of subtitles throughout the years from open interlingual subtitles in foreign language 
television programs to closed intralingual subtitles accessed via Teletext or other special 
channels. Except for children’s shows, the Netherlands has always had a culture for subtitling 
its television content rather than dubbing it, as the former is much cheaper. None of these 
forms of subtitling resemble the dominant intralingual subtitling style used in many Asian 
countries, however. This style, called Open Caption Telop (OCT) or impact captioning, 
focuses on emphasizing humor and clarifying content, and uses bold and colourful fonts of 
various shapes and sizes.  
 Despite its wide-spread implementation in Asia, however, western research into this 
subject is scarce, and research into the effect of OCT on a western public has hardly been 
done. As a preliminary attempt at gathering thoughts on western OCT, this research compares 
existent subtitling in the Netherlands with OCT, and aims to explore the possibility of its 
implementation on Dutch television. A group of 40 respondents were shown 3 clips of Dutch 
entertainment programs with OCT and were asked to fill in a questionnaire on their thoughts 
on the subtitles used in the clips. Based on the results and their comments, the effect of OCT 
on a Dutch viewer public is discussed. 
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2. Intralingual Subtitling and OCT  
2.1 Intralingual subtitling 
  Intralingual subtitling, or monolingual subtitling, is the process of turning spoken 
language into written language while staying within the same language. Because there is no 
transition from a source language to a target language, there are some who doubt whether or 
not intralingual translation can truly be called translation (Diaz Cintas and Remael, 2007, 14). 
However, well-known translation studies scholar Roman Jakobson described intralingual 
translation as “an interpretation of verbal signs by means of other signs of the same language” 
(1959/2004, 139), meaning the translation as such does not occur between two languages, but 
between two sign systems. For all types of intralingual subtitling, the standard ‘rules’ for 
subtitling in general still stand, so subtitlers cannot simply copy the script as is because they 
are subtitling within the same language. In order for subtitles to remain legible and 
unobtrusive to the viewer, lines should not be too long or contain convoluted sentence 
structures, for example. This makes intralingual subtitling similar to writing a summary, as it 
is often necessary to keep the most important information in the dialogue, and to omit 
irrelevant or redundant parts. 
  Overall, research on intralingual subtitles identifies two main types: subtitles for the 
deaf or hard-of-hearing, and subtitles as a didactic aid for learners of a second, foreign 
language. However, Diaz Cintas and Remael identify at least three more functions of 
intralingual subtitling in their Audiovisual Translation: Subtitling (2007, 14): for a karaoke 
effect, to help viewers understand dialects and heavy accents, and for notices and 
announcements. Unlike the last four types, subtitles for the deaf and hard-of-hearing do not 
only transcribe speakers’ dialogue, but any other audible information they cannot hear but are 
necessary for the understanding or atmosphere of the plot (Diaz Cintas and Remael, 2007, 
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14), including intonations, inflictions, and tones in speakers’ voices, and its distinguishing 
feature of subtitling as an accessibility aid lies in its supplementary and complementary nature 
(Caimi, 2006). Also, to help viewers more easily differentiate between several speakers, a 
variety of colors is often used (Diaz Cintas and Remael, 2007, 14).  
  Both interlingual and intralingual subtitling is available in closed or open formats. 
Closed subtitles are optional, and can be accessed via Teletext or special channels. Videos on 
the internet also often have options for closed subtitles. Open subtitles are permanently fixed 
to the video, and cannot be turned off. According to Henrik Gottlieb in his 1997 book 
Subtitles, Translation & Idioms, all film subtitling belongs in the open subtitles category 
(1997, 72). When watching films in theatre, viewers have no choice but to watch them with 
subtitles. However, DVD versions of films will have closed subtitles options.  
  In some Asian speaking countries, however, a different type of intralingual subtitling 
has been on the rise in recent years. These subtitles have been "increasingly used on Japanese 
television as a means to enhance the entertainment as well as informative value of the given 
programme" (O'Hagan 2010,  71), and also in other Asian countries such as Korea and China. 
The exact term for this type of subtitling differs among scholars, but this article will use the 
term 'open caption telop' (OCT) as adopted by Minako O'Hagan (2010). According to 
O'Hagan, these subtitles are used to enhance the viewers' interpretation of the comedic value 
of the content of the program, and are used similarly to more well-known methods such as 
'canned laughter' and 'laugh tracks' (2010, 71). She states that OCT "clearly indicate a new 
function of subtitles as a device to add entertainment value to the programme" as opposed to 
use of intralingual subtitles seen in western television or cinema which focus more on aiding 
the deaf and hard-of-hearing (2010, 73). 
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2.2 OCT in previous research 
  In her 1999 research, Sakamoto briefly explains the background of this particular type 
of intralingual subtitles, tracing its birth back to a Japanese game show from the 1990s called '
マジカル電脳パワー!!' (Magical Electronic Brain Power!!). Intralingual subtitles used in this 
program and other Japanese television shows were initially used to help viewers understand 
utterances that were hard to hear because of mumbling or dialect, but gradually changed to a 
tool to emphasize comedic value (1999). This seemed to have a positive effect on Japanese 
viewers, so much so that programs with little to no OCT have reported suffering in their 
viewer rates (Sasamoto 2014, 2).  
  It is important to note that open caption telop is an entirely different intralingual 
subtitling category than those we are familiar with in the west and mentioned in the previous 
section, which focuses mostly on the deaf and hard-of-hearing. While open caption telop may 
offer some information to the deaf and hard-of-hearing viewer public, it is not the main 
objective. Japan has its own version of Teletext, after all, with subtitles specifically meant for 
this demographic. This service was only available in Japan from 1983 on, however, as 
creating a system that could process close to 5,000 Chinese characters and around 100 
Japanese characters, as opposed to the western alphabet with just about 100 characters, proved 
to be difficult (Akiyama, 1989, 9-10). According to Akiyama, however, there is still only a 
small amount of Japanese programs that offer closed Teletext captions, and it seems that the 
deaf favor sign language used during programs, while the hard-of-hearing prefer closed 
captions (1989, 14).  
  Sasamoto ventured to answer the question of how OCT "interact with the viewer 
interpretation process to yield particular types of effects" (2014, 6). She argues that OCT 
come into play by a mediator, and that they are used by the mediator to induce a number of 
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effects (such as humor or sadness) that "suit the mediator's purpose", rather than being a 
faithful representations of what is seen or heard on screen (2014, 6). She compares the use of 
OCT with contrastive stress as a means to highlight certain elements, but notes that while 
contrastive stress is part of a speaker's utterance itself, OCT is later added by a mediator (7). 
Sasamoto also compared the use of OCT in western television with OCT in Japanese 
television by using the BBC drama Sherlock as an example. The difference between these 
two, she argues, is that the OCT in Sherlock are used to give viewers vital information that 
they cannot otherwise see because of camera angles (such as text messages), or to explain the 
inner thoughts of Sherlock Holmes as he deduces information from what he is seeing. In other 
words, whereas OCT used in Japanese television shows "befits the more spontaneous and 
transitory nature of entertainment programmes", the OCT in Sherlock is necessary for the 
viewers to follow the plot of the story (2014, 9). Naturally, there would be need for different 
types of OCT in entertainment shows than in fictional dramas, but only the latter seems to 
have found a foothold in recent western television. 
  In a 2008 research, Rashid et al. looked at the effects of animated text in captioning on 
hearing and deaf or hard-of-hearing viewers. They say that "the film/television industry 
examples reveal that kinetic typography can produce emotional impact" (2008, 507), which is 
also widely used in OCT in Japanese television. Although the main goal of the research is of 
lesser importance to us (whether the use of kinetic typography has a different effect on 
hearing viewers than on deaf or hard-of-hearing viewers), the effect of kinetic typography on 
a western public in general is interesting. Both Park (2009) and Sasamoto (2014) argue that 
the use of different typography, including animated typography, is effective in grabbing the 
viewers' attention and eliciting different effects. Kimura et al. also identified different types of 
typology used in OCT in Japanese television programs, including the use of codes, animated 
and color effects, and the use of emoticons and pictures (2000). Their research had groups of 
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hearing and deaf or hard-of-hearing viewers watch three different versions of two episodes, a 
version that had conventional closed caption, a version with enhanced animated text, and a 
version with extreme animated text. The research results by Rashid et al. showed that both 
groups "found that the enhanced captions were more preferable than conventional or extreme 
captions for both episodes" (2008, 13). There seems to be a consensus among scholars, then, 
supported by research that enhanced animated captions have a positive effect on both hearing 
and non-hearing viewers. Rashid et al. reminds us, however, that their study used a children's' 
program and that the "overall positive attitude toward the animated text captions may have 
been influenced by the playful nature of the content" (2008, 15). This suggests the need for 
more research on the subject with a focus on more adult television programs, as well, as the 
subject and overall nature of the program might greatly influence viewers’ thoughts on the use 
of OCT. 
  Park, who coins the term "impact captioning" in his 2009 study on intralingual 
subtitles on Korean television, examines the OCT used on a popular Korean variety show. He 
identifies the different typography used and the different messages and effect this conveys to 
the viewers. He compares the use of a slanted, handwriting font with a more formal font and 
how the former is used to convey the speaker's personal utterances and (implied) thoughts, 
whereas the latter is used as a kind of "official commentary" (2009, 8-9). He states that the 
latter kind "come to be read as representing the public voice of the media institution, rather 
than of the voice of the producer as an individual" (2009, 9). In this way, "stylistic 
characteristics of subtitles serve as resources that can be marshaled in the constitution of 
authority" (2009, 10). With this, Park, as well as Sasamoto, has shown another way OCT can 
be used other than enhancing the entertainment or informative value of a program. It can be a 
powerful authoritative tool. 
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Table 1. Types of telop (translated and adapted from Kimura et al. (2000) 
   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Subtitles based on function 
 
 
 
 
Subtitles directly rendering spoken voices and sounds 
 
Speaker’s conversation or utterances 
 
Narrator’s utterances 
 
Sounds such as sound effects and nature sounds 
 
 
 
 
 
 
Explanatory subtitles 
 
Explaining a situation when there is no spoken voice 
 
Explaining someone’s psychological state 
 
Using numbers to show a lapse of time 
 
Displaying a section’s theme or title 
 
 
 
 
 
Subtitles during a scene switch 
 
Using conjunctions and/or conjunctive particles during a 
scene switch 
 
Foreshadowing to create anticipation during a scene 
switch 
 
Fill a screen with words 
 
 
 
 
 
 
 
 
 
 
 
Subtitles based on form 
 
Normal subtitles 
 
Subtitles have no particularly defining characteristics 
 
Enlarged/reduced subtitles 
 
Creating emphasis by changing the size of the subtitles 
 
Subtitles with Kanji characters 
 
Creating emphasis and impact by using Kanji characters 
 
Subtitles with emphasized font 
 
Creating emphasis by using background colors 
 
Subtitles with symbols 
 
Using codes (?,→, !) for better understanding of the scene 
 
Subtitles with special effects 
 
Using special effects such as shaking or shining letters 
 
Subtitles with pictures/emoticons 
 
Using pictures and emoticons 
 
Others 
 
Anything other than above 
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2.3 Functions and forms of OCT 
  In their 2000 research, Kimura et al. identified a number of different forms and 
functions of OCT on Japanese television. These categories were assembled in a 
comprehensive table, which the author of this article translated from its original Japanese, and 
slightly adapted by omitting some extra information or adding it to other parts of the table 
(see Table 1). In this table, Kimura et al. divides OCT on Japanese television based on their 
function and their form with their respective categories, which in turn have their own sub-
categories.  
  Starting with the function of OCT, there are three different main categories: subtitles 
that directly render spoken voices and sounds, explanatory subtitles, and subtitles during a 
scene switch respectively. Each of these has three or four more sub-categories which narrow 
the different functions down even further. In the case of subtitles that directly render spoken 
voices and sounds, Kimura et al. differentiate between utterances of speakers, utterances of 
the narrator, and sounds such as sound effects. 
  The second category of explanatory subtitles exists to inform the viewer of what is 
going on when no one is speaking. The sub-categories identify explaining situations shown on 
screen, clarifying someone’s unspoken, psychological state, using numbers to show a lapse of 
time, and displaying a program section’s title or theme. The third and final category of the 
functions of OCT are used during scene switches, in which conjunctives or conjunctive 
particles are used to follow up to a new scene, foreshadowing is used to create anticipation, or 
the majority or entirety of the screen is filled with word(s) to introduce a new scene.  
  By far, the very first sub-category is the most frequently used on Japanese television, 
as the majority of speakers’ utterances will be subtitled during the course of a program. As 
can be seen in Figure 1, the speaker’s sentence is directly rendered into subtitles and shown at 
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the bottom of the screen. An interesting difference to note between speakers’ utterances in 
open caption telop and standard western intralingual subtitling is the use of dialects in the 
subtitles themselves. Whereas western subtitles will usually use a country’s standardized 
language for it to be understood by as many people as possible, Japanese open caption telop 
will often keep speakers’ dialects in and emphasize it, especially when used during a 
humorous moment. This shows that OCT are not necessarily meant to be clear, 
understandable subtitles for all viewers, but will retain some regional flavor. 
 
 
 
 
 
 
                         Figure 1. (Fuji TV, 2016) 
  Also shown in Figure 1 are the title of the program in the upper left corner (VS Arashi 
Tokubetsu-hen Korekatsu Arashi), and the section title in the upper right corner (“Arashi’s 
earnest battle against their guests’ schemes!!”). These remain where they are for the entirety 
of the program, although the section title changes as the show progresses, showing the current 
game the contestants are playing. One can certainly see the benefits of constantly showing the 
section title at the top of the screen, as it allows viewers that have just tuned in to know how 
far into the program the show is. 
  Both Figure 2 and Figure 3 show examples of the sub-category identifying the 
narrator’s utterances. In the case of Figure 2, the subtitles are directly rendered as the narrator 
is speaking and are shown in much the same way the subtitles of the speakers’ utterances are.  
10 
 
 
 
 
 
Figure 2. (Fuji TV, 2016)                                     Figure 3. (Fuji TV, 2016) 
Figure 3, however, shows the narrator’s spoken explanation of the game in a small 
informative box with the header “What is Korekatsu Arashi?”, giving the whole a more 
formal and official look as opposed to the more casual remark in Figure 2. 
 
   
 
 
 
                           Figure 4. (Fuji TV, 2016) 
  Figure 4 shows an example of the final sub-category in the first category of functions, 
sounds such as sound effects and nature sounds rendered into OCT. These sounds are often 
emphasized with written text for a humorous effect, as in Figure 4 where the little girl’s laugh 
is rendered in a written sound effect (“ahaha”) that seems to come from her mouth and flies 
around the screen for a bit before disappearing. Used twice in quick succession, the OCT 
attempts to underline the comedic effect that the girl’s laughs have on the other guests and 
audience. 
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  The second category of functions deals with explanatory subtitles and is often used by 
themselves without a spoken voice accompanying them. The first sub-category explains 
situations when there is nothing being said and it may not be clear to the viewer what is 
happening on screen or some extra information is needed. 
 
   
 
 
 
                               Figure 5. (Fuji TV, 2016) 
  In Figure 5, an extra line of text is added to give the viewers at home extra 
information on the show, in this case the fact that the hosts of the show do not know who their 
Plus One Guest (an extra guest that joins the host team  in case they have fewer members than 
the main guest team) is beforehand. This is an effective method of conveying bits of 
information to the viewers without losing air time on oral explanations. 
  The same method is often also used to emphasize jokes by showing the punch line or 
main humoristic factor on the screen after the joke has already been made. This is different 
from directly rendering speakers’ voices into subtitles, as these OCT often happen directly 
after the joke itself has been subtitled already. An example of this can be seen in Figure 6 and 
Figure 7. The joke is made by the man on the right in Figure 6 after mentioning that he has 
known the man on the left for 26 years, and it is directly rendered into subtitles on the bottom 
of the screen (“As long as I’ve known him, we’ve gone out drinking 3 times.”)  
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Figure 6. (Fuji TV, 2016)                                   Figure 7. (Fuji TV, 2016) 
  Immediately following this, the small box in Figure 7 pops up in the bottom left 
corner and emphasizes the humoristic aspect of what was just said (‘3 times in 26 years’). 
Even though the joke has just been made and subsequently subtitled, it is emphasized on 
screen with words once again. This occurs regularly during Japanese television shows, and it 
almost feels like these are short messages from the editors of the show on parts they found 
particularly entertaining or interesting. In any case, it puts a lot of weight on these comments, 
as if to remind you that this is what you are meant to think is funny. 
 
   
 
 
 
                             Figure 8. (Fuji TV, 2016) 
  In some cases, subtitles are shown on screen to explain the psychological state of one 
or more of the people on a show. This can be strictly informative because viewers will 
otherwise lose track of the flow of the story, as in the example of OCT used in BBC’s 
Sherlock Holmes, but may also be added for an entertaining effect. In Figure 8, a thinking 
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bubble is edited into the screen with the words ‘This development…’, showing the 
comedian’s ‘thoughts’ as he is watching two others argue in front of him. It is meant to show 
that the comedian is considering using the argument for one of his comedic bits, which 
involves breaking two fighting people up and calling the police, and he does indeed follow up 
with this. Whether or not the man was truly thinking this at that moment, editing in the 
thought bubble later makes for a funny moment for viewers and may create some anticipation 
for the well known joke. 
 
   
 
 
 
                               Figure 9. (Fuji TV, 2016) 
  Figure 9 shows two of the sub-categories mentioned by Kimura et al.: the use of 
numbers to show a lapse of time, and the use of foreshadowing during a scene switch. The 
former is relatively well known on western television and is often used in cartoon shows. In 
Figure 9, it can be seen in the top left corner of the screen (“90 seconds later”). On the bottom 
of the screen, the show attempts to generate anticipation and interest in the next part of the 
show (“The Assessment Challenge starts!! Even celebrities underwent a huge 
transformation!!”). This method of foreshadowing is not unknown to the western television 
world, but it is more often than not rendered in speech rather than written words. 
  Coming then to the final sub-category of the functions of OCT, Kimura et al. identify 
the use of filling the whole or majority of the screen with words to introduce a scene switch. 
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This is often the title or theme of the show’s next section, as is the case in Figure 10, where 
the program introduces a new game by filling the middle of the screen with its name in large, 
conspicuous lettering (“Quick Crying”).  This title then often switches to a corner of the 
screen, where it stays for the remainder of the section. 
 
 
   
 
 
                              Figure 10. (Fuji TV, 2016) 
  Now, we take a look at the different forms of OCT. Overall, Kimura et al. identified 
seven different categories of forms, with the eighth and final category encompassing 
everything that does not fit into the first seven categories. The first category is that of the 
standard form of OCT, when the subtitles have no special characteristics. In practice, this 
form does not occur by itself that often, but will most of the time be accompanied by one or 
more of any of the other forms. For example, the subtitles at the bottom of the screen in 
Figure 1 are for the most part rendered in a standard form for the show in question. However, 
the color of the subtitles will differ depending on the speaker, in this case red, which falls 
under the fourth category of emphasized font. Also, one part of the subtitles is rendered in a 
different color and is slightly enlarged for emphasis.  
  The standard form, therefore, is not always as standard as it may seem, and differs per 
show. In the case of entertainment shows, even the standard form can be quite playful and 
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colorful, whereas shows with a more serious platform may use a more simple and 
straightforward standard form in their OCT. 
 
 
   
 
Figure 11. (Fuji TV, 2016)                                   Figure 12. (Fuji TV, 2016) 
  Figure 11 and Figure 12 show another example of the second category of forms, 
reducing or enlarging subtitles for emphasis. The large blue letters on the screen say ‘Ask 
me’, which was repeated by the speaker several times, each time more urgently, and shown on 
the screen in increasingly larger letters. In this way, the incessant and pleading manner of the 
speaker is portrayed on the screen for a comedic effect. 
  The third category is one of the rarer ones: using Kanji characters for emphasis and 
impact. What Kimura et al. mean by this is the use of Kanji in situations where you would 
otherwise use either hiragana or katakana, Japanese’s two other writing systems. Using an 
obscure Kanji in place of the usual writing is an effective method to attract attention to 
something and to create an impact. However, it is not a method that is used very often in 
comparison to the other forms mentioned by Kimura et al. 
  The use of colors is one of the most frequently applied methods to create emphasis in 
OCT. As mentioned before, shows will often use different colors to differentiate between 
speakers, or to make certain parts in subtitles stand out. Occasionally, these colors can be very 
gendered, as in the examples of Figure 13 and Figure 14. Unsurprisingly, the color chosen to 
represent this little girl is pink. Subtitles of her speech are rendered in pink, and even when 
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others mention her name, like in Figure 13, it is written in pink. It is very unlikely that male 
guests on the show would have their subtitles in the same color. 
 
 
   
 
Figure 13. (Fuji TV, 2016)                                   Figure 14. (Fuji TV, 2016) 
  Figure 13 also shows another example of using color to emphasize a certain part of 
the subtitles, drawing the viewers’ attention to the last part rendered in orange. This part, 
where the little girl is called a ‘strong opponent’, is seen as the most important part and is 
therefore emphasized to stand out from the rest of the sentence with a bright, conspicuous 
color. 
 
   
 
 
                               Figure 15. (Fuji TV, 2016) 
  The fifth category uses codes such as exclamation marks and question marks, which 
are not naturally a part of the Japanese language. They are often used during moments of 
strong emotions, such as surprise, anger, or hilarity. In the case of Figure 15, the speaker is 
very surprised at the possibility of their guests appearing in a group formation, prompting the 
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use of ‘?’ and ‘!?’ in the OCT. Again, we see the use of a different, bright color to emphasize 
this part in this example, as well. 
  The next category is where OCT gets especially creative with its fonts. Some OCT 
may add a special effect to the letters, such as shaking letters, shining letters, or flaming 
letters. Like using colors or enlarged letters, these special effects emphasize certain parts of 
the subtitles for impact or comedic effect.  
 
   
 
 
 
                                Figure 16. (Fuji TV, 2016) 
  In the example above, Figure 16, the first word has been given a special effect. This 
word says ‘golden’ and refers to the ‘Golden Time’ on Japanese television, the prime timeslot 
of 7 pm to 10 pm. A golden, shiny effect has been added to really convey the covetous status 
of this timeslot. 
   
 
 
 
 
                             Figure 17. (Fuji TV, 2016) 
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  Figure 17 shows another example of a special effect in OCT. Here, the speaker refers 
to the game of ‘shiritori’, or ‘word-chain game’, and how the man chosen to play it is 
particularly bad at it. His exasperation and expectation to lose the game are conveyed in a 
shaking font with wobbly lines. 
  Below we see another example of the special effects being used, similar to the 
example in Figure 16. The second marked word means ‘master’, and the speaker is 
mentioning how they are ‘the masters of VS Arashi’. Just like the Golden Time, a covetous 
title as ‘master’ is rendered in golden, shining letters. 
   
 
 
 
 
                             Figure 18. (Fuji TV, 2016) 
 
  Figure 18 also brings us the final category of forms: emoticons and icons. Rather than 
simply writing the name of the show, VS Arashi, in the subtitles, the show’s logo is inserted 
whenever it is mentioned. This allows viewers to quickly recognize the subject of the 
conversation with the help of the familiar icon. The same happens in Figure 19 when an 
upcoming drama show is mentioned; the OCT uses the show’s official font and title instead of 
simply writing it out. 
  This is also a method of promoting other shows, making the logo and title 
recognizable to viewers. In other cases, OCT will insert small screenshots or clips of moments 
in previous episodes or other shows when they are mentioned in conversation. An example of 
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this can be seen in Figure 20. This both works as a visual reminder for viewers who have 
seen these moments before, or to give a small impression to those viewers who have not seen 
them. 
 
 
   
 
Figure 19. (Fuji TV, 2016)                                    Figure 20. (Fuji TV, 2016) 
  Now we have seen all the functions and forms as described by Kimura et al. (2000). 
Although these are not necessarily the only ones in use on Japanese television, they are 
certainly some of the more frequently seen categories when it comes to entertainment shows. 
There may be some exceptions, but most of these forms and functions will be seen at least 
once during the course of a show.  
 
2.4 OCT in the Netherlands 
  The Netherlands has not yet seen much in the way of OCT as described by Kimura et 
al. (2000) in its native television shows. However, intralingual subtitling in its more 
“common” forms as described by Diaz Cintas and Remael (2007) and Caimi (2006) is a 
familiar sight on Dutch television. Closed intralingual subtitles, especially meant for the deaf 
and hard-of-hearing, can be accessed via Teletext or special channels. As of January 1, 2011, 
the Dutch public television channels (NPO) are legally required to subtitle 95% of their 
Dutch-language programs, whereas commercial television channels are required to subtitle 
50% of their Dutch-language programs. According to a research by the Nederlandse Omroep 
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Stiching (Dutch Broadcast Foundation) in 2007, about 4 million people use intralingual 
teletext subtitles, even though there are only about 1.5 million deaf and hard-of-hearing in the 
Netherlands, which means a large amount of people without hearing disabilities choose to 
watch Dutch-language programs with Dutch subtitles. Manager of the subtitling department, 
Jurgen Lentz, explains this is because background noises make it hard to hear the dialogue, or 
because they are distracted while performing other tasks while they watch television. This 
research also revealed these subtitles are most popular among 19 to 24 year olds and above 75 
year olds, and among immigrants (NOS, 2007). 
  Not only to aid the deaf and hard-of-hearing, intralingual subtitles in the Netherlands 
are also often used to aid viewers in understanding heavy accents and dialects. Remael, De 
Houwer, and Vandekerckhove notice that there is a “general perception in Flanders that Dutch 
subtitling of Dutch is increasingly common on Flemish television” (2008), and the same can 
be said for Flemish Dutch on Dutch television, as well as other heavy Dutch dialects. 
  There is one show, however, that seems to use similar subtitles to open caption telop 
in one of its sections. De Wereld Draait Door, a popular Dutch talk show has a section in its 
show called De TV Draait Door, in which small clips of funny moments from television or 
the internet are shown. Unless these clips are in another language, they are generally not 
subtitled. However, occasionally subtitles are inserted during the punch line of a joke even 
though the clip is in Dutch, as can be seen in the following examples. 
 
   
 
 
           Figure 21. (VARA, 2016)                            Figure 22. (VARA, 2016) 
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  Up until the shown screenshots, none of the utterances in the video clips were 
subtitled. It was not until the comedic moment happened that the subtitles were added, and 
they were often inserted in the middle of a sentence. It might be that the editors thought the 
jokes would be hard to hear, but that does not explain why any of the foregoing utterances 
were not subtitled, as they lead up to the joke and are part of it. Also, there have also been 
clips with speakers with accents that may be considered hard to understand, and they have 
been subtitled in full. It seems more so that by adding the subtitles at the moment of the punch 
line, it is meant to emphasize and strengthen it, much like the way OCT is used on Japanese 
television. 
  It may be that there are other Dutch shows that sporadically use subtitles in this way, 
but it does not come close to the amount of OCT used in the course of a Japanese television 
show, not to mention the simple form of the subtitles used in De TV Draait Door as opposed 
to the many different categories seen on Japanese television. It is safe to say that the 
Netherlands has not yet been fully introduced to the phenomenon that is Open Caption Telop. 
The Dutch public may not appreciate the different functions and fonts, sizes, effects, and 
colors of the Asian OCT when they have only been familiar with the more uniform subtitles 
on Dutch television during foreign language programs or to make heavily accented speakers 
more understandable. Dutch viewers may find the OCT more confusing and distracting than 
humorous, and would not appreciate them in their regular television programs. With the 
limited amount of research on this subject, this thesis attempts to gather thoughts of the Dutch 
public on this type of OCT to test this hypothesis. 
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3. Methodology 
3.1 Research material 
 While some intralingual subtitling has been used in such shows as Sherlock and De 
Wereld Draait Door, OCT as it is used in countries as Japan, Korea, and China is mostly 
unknown to the Dutch public. In an effort to introduce this phenomenon to the Dutch public 
and to gather their thoughts on it, I created and added OCT to three short clips of popular 
Dutch entertainment shows. These three clips are each from 5 to 10 minutes in length and 
contain a number of different types of open caption telop as identified by Kimura et al. (2000, 
see Table 1).  
 Because of the difference between written Dutch and written Japanese, Korean, and 
Chinese, a number of things had to be taken into consideration when creating these subtitles. 
First of all, ideographs such as Japanese and Chinese Kanji and Korean hangul are fairly 
uniform in size as opposed to the Roman alphabet, which has the issue of lower and upper 
case. This raises the question whether you use ‘correct’ Dutch with capitals and lower case 
letters, or whether you want to stay close to the Asian format and use uniform, all upper case 
or all lower case letters. Furthermore, the OCT in Asian shows use punctuation as a form of 
emphasis, as explained by Kimura et al. (2000), rather than as standard, grammatical 
punctuation. Should you then do the same in Dutch subtitles, or adhere to the grammatical 
rules of punctuation? Such things might wildly change the impact and effect of OCT, so to 
test this and determine the best format for Dutch television, a mixture of forms was used in 
the creation of the subtitles for this research. 
 The first clip is an excerpt of the popular Dutch entertainment quiz show Ik Hou Van 
Holland. In this show, hosted by Linda de Mol, two teams of well known Dutch personalities 
face off in a number of different challenges revolving around the Netherlands, such as quiz-
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like questions, spelling rounds, and charades. This particular clip shows a spelling round in 
which the members of the teams each take on an individual word, followed by a longer and 
more difficult word they must spell together as a team. The subtitles accompanying this clip 
directly render speakers’ utterances, focusing on humorous aspects and punch lines, and also 
on things said off screen. Kimura’s second category of function subtitles was also used to 
display the title of the clip’s particular section, along with a short explanation of the rules. As 
for the form of subtitles, enlarged letters were used for emphasis and some subtitles were 
angled for a playful, entertaining effect. Furthermore, comments and remarks by the 
contestants and host outside of the game were rendered in a more playful font, whereas 
official utterances by the host (such as ‘correct’) were rendered in a more straight and serious 
font. Lastly, colors were added to these official subtitles for emphasis, namely green for 
‘correct’  and red for ‘wrong’. 
  
 
 
 
Figure 23. Clip 1 (RTL4, 2009)                            Figure 24. Clip 1 (RTL4, 2009) 
 The second clip is another excerpt of Ik Hou Van Holland. This time, the teams play a 
round where they receive a category in which they have to list a number of things, in this case 
street names from the Dutch version of Monopoly, and Dutch artists or bands that have 
performed three times or more at Ahoy arena. The team at play offers a number they believe 
they can correctly guess are on the list, and the other team either allow them to play or bet that 
they can guess more. The subtitles in this clip are more or less similar to those of the first clip: 
directly rendering speakers’ utterances and displaying the section’s title with a short 
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explanation. The main difference, however, is the use of different colors for different speakers 
to help viewers differentiate between them, as seen in (Table 1) under Kimura’s second 
category. As for the typography of the font, in this case as well as in the case of the first clip, 
two different fonts were used for two different categories: remarks within the game (such as 
‘pass’), and remarks outside of the game. The position of the subtitles remained in the center 
of the bottom of the screen instead of playful angles. 
 
  
 
 
     Figure 25. Clip 2 (RTL4, 2008)                         Figure 26. Clip 2 (RTL4, 2008) 
 The third clip is an excerpt of another Dutch entertainment show, Ranking the Stars. In 
this show, hosted by Paul de Leeuw, 10 Dutch celebrities are asked to rank the others and 
themselves based on questions such as ‘who’s the best at sports?’ or ‘who’s the best friend?’ 
The show claims that it created a top 10 based on the answers of a panel of 100 random Dutch 
people, but it was later revealed that this is not true and the show’s editors create this top 10 
by themselves. The objective of the show is for the celebrities to match their ranking as close 
to this official top 10 as possible to score points, but the higher entertainment value lies in 
their motivations behind their choices, which are often blunt and humorous. The subtitles used 
in this clip do not only directly render the speakers’ utterances, but also add an explanatory 
function by displaying the choices of the rankings while the speaker is motivating them. The 
font was kept simpler than in the first two clips, using all capitals in a simple white with black 
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background. In this clip, as well, some subtitles were enlarged and placed more centered on 
the screen for emphasis.  
 
 
 
 
Figure 27. Clip 3 (BNN, 2013)                               Figure 28. Clip 3 (BNN, 2013) 
 
2.2 Participants 
 As the target group for this research was set as Dutch people that watch television on a 
regular basis, participants’ ages and genders were varied. In total, 40 respondents participated 
in this research. 22 of these were men, 18 respondents were women. 1 respondent was 
younger than 20 years old, 13 were between 20 and 30 years old, 3 were between 30 and 40 
years old, 9 were between 40 and 50 years old and 13 were older than 50 years. Respondents’ 
positions in life varied from students, stay-at-home parents, and working people. Despite the 
smaller respondent number, the respondents offer a varied look into the thoughts of the Dutch 
viewer public. 
 
2.3 Collection of data 
 Data was collected during April and the first half of May, 2016. Participants were 
asked to watch the three clips, without receiving any prior knowledge on the subject of the 
research. They were then asked to fill in a questionnaire with a few questions about the clips 
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and were subsequently interviewed to elaborate a little more on their answers, either in person 
or on the phone. They were first asked to give a short impression on each of the clips, and 
how they felt about the added subtitles in particular. The second question was more focused, 
asking the participants whether the humoristic aspects and jokes in the clips were emphasized 
by the subtitles, or not. The third question asked the participants to choose which type of 
subtitles they were most happy with, why they liked it best, and why the others were not as 
effective to them. Lastly, participants were asked whether they would like to see such 
subtitles used more regularly in Dutch television shows. 
 After filling in the questionnaire, participants were then interviewed on some of their 
answers, either in person or via the telephone. When questionnaire answers were not very 
detailed, or were particularly of interest to the researcher, participants were asked to elaborate 
a little more on their thoughts. Responses were recorded digitally and personally by the 
researcher. 
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4. Results 
 Participants were asked to give a short opinion on each of the three clips they were 
shown, followed by a few more focused questions on whether they felt that the subtitles 
emphasized the humorous aspects of the clips, which type of subtitles used had the most 
positive effect on them, and whether they would like to see these types of subtitles used more 
often on Dutch television.  
 To determine whether participants felt mostly positive or negative about each clip 
respectively, their comments on the questionnaire and during the follow-up interviews were 
sorted in either positive, negative, or neutral comments. As some participants had both 
negative and positive things to say about each clip, not all numbers add up to the same whole 
for each section. For clip 1, 14 positive comments were made, 21 negative comments were 
made, and 5 comments were neutral in nature. Clip 2 received 7 positive comments, 34 
negative comments, and, again, 5 comments were neutral. As for clip 3, 15 comments were 
positive, negative comments counted 24 in total, and 4 comments were neutral. 
 When participants were asked to choose their preferred subtitling style, 9 of the 
participants chose clip 1, 2 participants preferred the subtitling style of clip 2, an 
overwhelming 21 participants chose clip 3, and 8 participants saw nothing positive in any of 
the clips and chose none. Comments made about the effect the subtitles had on the humorous 
parts of the clips were also sorted into positive comments and negative comments. 
Participants made 17 positive comments and 25 negative comments respectively.  No neutral 
comments were made. Lastly, participants were asked whether or not they would like to see 
more of OCT on Dutch television in the future, or not. 10 participants’ comments were 
positive, and 31 comments were negative. An overview of these results is compiled in Table 2 
and Table 3. 
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Table 2. Positive, negative, and neutral comments                      Table 3. Favorite clips 
                    during questionnaire and interviews 
 
 When looking more closely into the comments made by participants as they gave their 
opinions on each of the three clips with a specific view on the OCT functions and forms used 
in each subtitling style, we see some interesting things. In clip 1, the main functions and forms 
used were directly rendering the speakers’ and narrator’s (host’s) utterances into subtitles, 
using two different fonts for the speakers and the narrator, slanting subtitles for a playful 
effect, displaying the section’s title, rules, and scores, and enlarged letters were used for 
emphasis. 5 participants specifically commented positively on the subtitled utterances. 2 
participants were positive about the use of the fonts, and 3 participants were negative about 
the fonts. 4 participants were positive about the slanted effect on the subtitles, and 4 
participants commented negatively. 1 participant was positive about the displaying of the 
section’s title, rules, and scores. 
 Positive 
comments 
Negative 
comments 
Neutral 
comments 
 Clip 1    14    21    5 
Clip 2    7    34    5 
Clip 3    15    24    4 
Emphasized 
humor? 
   17    25    0 
More 
OCT? 
   10    31    0 
Clip 1    9 
Clip 2    2 
Clip 3    21 
None    8 
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 The main functions and forms used in clip 2 were directly rendering the speakers’ and 
narrator’s (host’s) utterances into subtitles, using different fonts for the speakers and the 
narrator, using colors to differentiate between speakers, and displaying the section’s title, 
rules, and scores. 1 participant commented negatively on the use of the fonts. 1 participant 
commented positively on the use of colors, and 8 participants were negative about the colors. 
3 participants commented positively on the displaying of the section’s title, rules, and scores, 
whereas 3 other participants were negative about this. 
 The main functions and forms in clip 3 include directly rendering the speakers’ 
utterances into subtitles, displaying the rankings as they are discussed, enlarged letters for 
emphasises, and using straightforward, all capital white letters on a black background. 4 
participants commented positively on the subtitled utterances, and 3 participants commented 
negatively on the subtitled utterances. 1 participant was positive about the displaying of the 
rankings, and 1 other participant was negative on this point. 5 participants were positive about 
the all capital font, whereas 1 participant was negative about this. 
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5. Discussion 
 Research into this particular type of subtitling has not yet been extensively performed 
in the Netherlands, which makes the results of this experiment an interesting start to a view on 
the Dutch public’s thoughts on the subject of OCT. Even though Dutch television viewers are 
familiar with subtitles when watching foreign language programs, intralingual subtitles are 
not exactly a common sight on Dutch television. These are only used when speakers have a 
heavy accent that may not be understood by all viewers. The OCT used on Asian television 
shows, however, are more akin to a laugh track, meant to induce an emphasized humorous 
effect. Otherwise, it attempts to clarify or explain certain parts of the show. Not to mention, 
subtitles of any kind on Dutch television have been fairly uniform in form and function, 
whereas OCT on Asian television use a variety of fonts, sizes, effects, and colors. 
 All of this makes Asian OCT very different from subtitles on Dutch television, and the 
Dutch viewers may not appreciate the unfamiliar forms as much as intended. At the onset of 
this research, it was expected that participants would find the OCT more distracting and 
confusing than clarifying and humorous, and that they would not appreciate the application of 
these subtitles to Dutch television programs. 
 The results of the questionnaire and interviews seem to back this hypothesis, with the 
majority of comments made by participants on all three clips of a negative nature, as table 2 
shows. Over half of the comments made on whether the subtitles enhanced or emphasized the 
humorous effects of the clips were negative, indicating that the intended function of the 
subtitles did not entirely have their desired effect on the Dutch participants. When asked 
whether they would like to see more such OCT used in Dutch television programs, three 
quarters of participants commented to the contrary, showing that the hypothesis stating that 
Dutch viewers would not appreciate the OCT in their programs, is correct. 
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 Comments show, too, that the majority of those who commented positively on a 
possible increase of OCT in Dutch television programs only see merit in this for the deaf or 
hard-of-hearing, or when accents or many people speaking at the same time make it harder to 
understand for the viewers. Such comments included “Maybe for the deaf/hard-of-hearing”, 
“If they have a thick Brabant accent, sure”, and “Only in programs where everyone is 
speaking at the same time and you don’t know what’s being said”. 
 A large majority of the negative comments on this question spoke about the distracting 
nature of the subtitles, and how it bothered participants that not all utterances, but a select few 
had been subtitled: “It’s extremely distracting to me”, “It’s not complete or consistent 
enough”, “It would be much too distracting from the show itself”, and “If I need subtitles, I’d 
rather they’re complete and without someone else’s sense of humor edited into them”. This 
coincides with general subtitling standards as written down by Ivarsson and Carroll in their 
1998 ‘Code of Good Subtitling Practice’, an unofficial yet widely adhered to guide for many 
in the subtitling profession. They state that ‘ideally, each subtitle should be syntactically self-
contained’, which is not necessarily always the case for OCT, where the subtitles often do not 
start until the punch line or the informative part of the sentence, or cut out when these parts 
are over. This can be obtrusive to viewers, who might be too concentrated on the subtitled 
parts to notice the rest of the sentence, which is not subtitled. 
 Many comments betray the familiarity of the Dutch with the more ‘common’ types of 
intralingual subtitling, namely to aid the deaf and hard-of-hearing or when speakers have a 
heavy accent or dialect, and this may have impacted their viewing, expecting the clips’ 
subtitles to adhere more to the general rules of standard intralingual subtitling. This can be 
seen in such comments as: “These subtitles are especially inappropriate for the deaf and hard-
of-hearing”, “Use these subtitles if they have added value as a language learning aid”, 
“Subtitles are important to me if the language or dialect is difficult to understand and hinders 
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the viewing experience”, “To me, as a viewer without hearing disability, the subtitles were 
distracting”, “Subtitling is unnecessary, except for the hard of hearing”, and “Subtitling can 
be of greater value when watching TV at the gym or for elderly with hearing issues”. The 
2007 research by the NPO suggests viewers without hearing disabilities often use the subtitles 
offered by Teletext as well, but more so when circumstances make it harder for them to hear 
the television. With OCT not adhering to the general rules and with completely different 
forms and functions from other intralingual subtitling, viewers might be disappointed or 
confused when first being confronted with these subtitles. 
 It seems, then, that it is not immediately clear to viewers that the subtitles are meant to 
emphasize humor or to clarify or explain certain parts of a show. When asked specifically 
whether the OCT in the three clips emphasized humor, most respondents commented 
negatively. Some comments include: “No, subtitles in your own language are distracting”, “It 
made it less funny”, “No, it was more annoying than funny”, “To the contrary”, “No, but that 
might be because of the Dutch language”, “It de-emphasized it”, “No, not to me, but maybe to 
younger people”, “No, they were not emphasized”, “It was too distracting to hear the jokes”, 
“No, it wasn’t funnier to me”, “Not really”. 
 However, not all respondents commented negatively; there were a few who did seem 
to appreciate the OCT and felt that it made the jokes funnier, even though they were a clear 
minority: “Yes, but not by that much”, “Most of the time”, “Yes, they were emphasized”, 
“Yes, but it’s just as funny without subtitles”, “The punch line is subtitled, which emphasizes 
the joke in some way”. The forms of the OCT were also clearly an important factor in this, as 
a number of people seemed to only appreciate the subtitles in certain clips: “Yes, except for 
clip 2”, “It did for the last clip”, “They were emphasized stronger in the first clip than the last 
two”, “Yes, I think it did for the last one”, “Only in the first clip”. 
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 This also becomes clear in the question on which of the three clips was their favorite, 
and which subtitling style they appreciated best. Results show that the majority favored clip 
number 3, while a vast minority of 2 respondents liked clip number 2 best. Comments suggest 
that most respondents favoured clip number 3 because the font and color choices were fairly 
neutral, with large, legible letters in a neutral white with black border, mostly situated on the 
bottom of the screen: “The 3rd clip, easy to read, bottom of the screen, no colors”, “None, but 
the last was best because of background and color”, “Larger white letters”, “Last clip. More 
neutral font and color”, “The white all capital letters. They were most clear”, “The last one, 
because it was most clear”, “The subtitles in the last clip bothered me the least”, “The last 
one, because they were simple white letters with black border and sans serif, clear font, 
easiest to read for everyone”, “The last was easiest to read”, “The last was best, because the 
subtitles stayed on the bottom of the screen nearly all the time, rather than the other two clips 
that had different colors and words appeared in the middle of the screen”.  
 This is not entirely surprising, as subtitles in the Netherlands have up until now 
adhered to the somewhat standard rules of legible fonts and colors and central bottom 
positioning on the screen. OCT is more playful with its fonts, colors, and positioning, and the 
first two clips borrowed more from these examples than the last clip did. However, according 
to Diaz Cintas and Remael in their 2007 book, colors are often used in subtitles for the deaf 
and hard-of-hearing to differentiate between speakers, and the same is true for the Dutch 
Teletext subtitles, according to the Teletext website. The use of colors should not be such an 
unfamiliar technique to the Dutch viewers, then. Yet, the majority of the respondents did not 
appreciate the colors used in clip number 2, even though they were used in the same way: to 
differentiate between speakers. Comments suggest, however, that it is not so much the use of 
colors itself, but the specific colors of choice in this case that were disliked by the viewers: 
“Text is too dark for the background”, “Difficult to read because of the colors and font”, “The 
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colored letters make it very unclear, so you have to concentrate to read them”, “Subtitles are a 
bit hard to read”, “Use of colors wasn’t appropriate, they were too dark”, “The colors in clip 2 
are a good idea, but needed to be brighter/more conspicuous, they were often difficult to 
read”. The choice of colors had been a mistake on this researcher’s part, then, rather than a 
fundamentally unappreciated method. Viewers might not be opposed to the use of colors if 
they do not hinder readability of the subtitles. 
 What, then, of clip number 1? Clip number 1, with distinctive fonts and playfully 
angled positioning, only received nine votes for favorite clip, yet few comments focused on 
the font or positioning of the subtitles. Those that did, however, were equally divided between 
negative and positive. Respondents that did not appreciate the slanted positioning of the 
subtitles and the font commented: “Distracting because of the different fonts and irregularity”, 
“The fonts and placement on the screen was annoying to me”, “It feels like I’m looking at a 
bad PowerPoint presentation”, “Annoying, because it was so sporadic, and because of the 
font”. Those that were more positive about this, however, commented: “The “Linda!” choir 
was very entertaining”, “The first clip used positioning the best, as if things were literally 
shouted onto the screen”, “The subtitles were more integrated with the screen”, “The other 
clips could have played with positioning a bit more, like in clip 1”. Other comments focused 
more on the nature of subtitling itself, rather than its distinctive characteristics. 
 A  number of respondents seemed more interested in short, fast captions, rather than 
longer sentences that distracted from the rest of the program: “Too much text, hard to follow, 
distracting (negative effect)”, “Too much text to process”, “Too much at once”, “It’s fun if 
text appears now and then”, “Too much text at once”, “Too much text on the screen”, “The 
shorter bits of text weren’t distracting and worked better”, “Short subtitles, or a summary of 
what was said, are better”. Here, the Japanese telop is at an advantage, as their kanji 
characters can say more with less space than the Dutch alphabet. Explanations of game rules, 
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then, quickly become too long and bulky, and might not be as effective as their Japanese 
counterparts. 
 Many respondents commented how subtitles are annoying and distracting to them, and 
they see merit in them for the deaf and hard-of-hearing, as a learning tool, or when it’s 
difficult to hear the television. The same was said by NPO spokesperson (name), explaining 
this to be the reason for the large amount of viewers without hearing disabilities that still 
choose to use the Teletext subtitles. Comments suggest that viewers do not want subtitles 
forced on them, and they find it distracting and hard to ignore subtitles on the screen, even if 
these are in their own language and they do not necessarily need them to understand the 
content. It might be a better choice to have these captions be closed rather than open, so 
viewers can choose whether they want to add them to the program, or not, for themselves.  
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6. Conclusion 
 Although a majority of 21 respondents chose clip number 3 as their favorite subtitling 
style and only 8 chose none, it is clear that overall the OCT in these clips were received 
negatively, with more negative than positive comments made on every clip and subsequent 
questions. Most respondents that did appreciate the humoristic effect of the OCT did not 
appreciate creative color or font use, and favored more neutral, straight-forward subtitling as 
can be seen in clip 3. It seems, then, that OCT could have a moderately successful 
implementation on Dutch television, as long as the text remains standard in font and 
positioning. Dutch viewers also seem to prefer to have the option to turn subtitles on and off 
and use them as needed, rather than having them forced upon them, as they often find them 
distracting and difficult to ignore. 
 This research was quite small-scaled, with only 40 respondents commenting on 3 short 
clips. A larger target group could be beneficial in further research, as well as including deaf 
and hard-of-hearing respondents. OCT is not necessarily aimed at the deaf or hard-of-hearing, 
but their opinion on whether such subtitles could work for them can be useful. The shows 
used for the 3 clips in this research were also all of the same genre, entertainment programs, 
and while OCT lends itself best to this particular genre, it can be tried out on other types of 
television programs as a means of comparison. For example, these types of captions, with 
their colorful fonts and playful effects, might be more successful with children and in 
children’s programs. 
 In any case, this research has made clear that in its current form, open caption telop 
would most likely not enjoy as much popularity and as strong a following as it does in such 
Asian countries as Japan, Korea, and China. With some altercations, it might be an interesting 
thought, but further research would be required. 
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9. Appendices 
9.1. Questionnaire in Dutch 
 
Leeftijd: □< 20  □20-30 □30-40 □40-50 □>50 
 
Geslacht: □Man □Vrouw □Anders 
 
 
1. Wat is je eerste indruk van de 3 clips? 
___________________________________________________________________________ 
 
2. Clip 1: Welk effect had de toegevoegde ondertiteling op de kijkervaring? 
___________________________________________________________________________ 
3. Clip 2: Welk effect had de toegevoegde ondertiteling op de kijkervaring? 
___________________________________________________________________________ 
4. Clip 3: Welk effect had de toegevoegde ondertiteling op de kijkervaring? 
___________________________________________________________________________ 
5. Kwamen de humoristische momenten van de clips sterker over dankzij de 
ondertiteling, of niet? 
___________________________________________________________________________ 
6. De ondertiteling was anders in elke clip. Welke soort was het prettigst, en waarom? 
___________________________________________________________________________ 
7. Zou je het gebruik van dit soort ondertitelingen vaker willen zien in Nederlandse 
programma’s? Waarom wel of niet? 
___________________________________________________________________________ 
8. Overig commentaar? 
___________________________________________________________________________ 
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Table 2. Positive, negative, and neutral comments                      Table 3. Favorite clips 
                     during questionnaire and interviews 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 Positive 
comments 
Negative 
comments 
Neutral 
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 Clip 1    14    21    5 
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Clip 3    15    24    4 
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   17    25    0 
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None    8 
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